Abstract
Introduction
Nesian style is here Ladies beware Now tell me if you are down All the sounds get down Polynesians all around Now this is how we move your crowd (Nesian Mystik, 'Nesian Style' , 2002) The indigenous Māori and the Pacific immigrant communities in New Zealand/Aotearoa have been major pop music proponents and have utilised and adapted various pop styles over the years, often using them to combat histories of colonisation and oppression . They create new 'versions' of these American based pop musics, ones which celebrate and illustrate new identities, often integrating elements of their traditional musics. Aotearoa hip hop has been a site for much academic attention, and it offers up substantial theoretical exploration into areas of culture, identity, politics and Māori history (Zemke-White 2000; Henderson 999; Mitchell 996). However, this paper looks at a broader musical and sub cultural context for rap music in Aotearoa, expanding the category of 'Pasifika' proponents of hip hop to include the sister genre of r'n' b, soul and gospel and combinations thereof. Contemporary r'n' b while commercially popular in Aotearoa is often neglected for academic attention, most likely because of its 'mainstream' and commercial character as well as its textual and thematic light-heartedness. While hip hop is often used for political and oppositional purposes (Potter 995; Rose 994; Dyson 993), contemporary r'n' b (a less confrontational and more 'pop' musical form), can also express narratives, alignments, and ethnic pride (Neal 2003) , highlighting musical possibilities beyond overt textual communications. The 'Nesian' phenomenon of local hip hop and r'n' b combinations sees young Pacific artists in Aotearoa blending American hip hop and r'n' b influences and inspirations to express their current and past lifestyles and struggles. A 'Nesian Style' is constructed, negotiated and defined by the community, and these young artists commit to and select particular musical strands, specifically mostly hip hop and r'n' b, but with abundant Pacific referents and stories.
Many terms have been used to explain, locate and describe the global flows and localised appropriations of popular musics, such as: syncretic (Nettl 985) which refers to the blending of two disparate but musically aligned (in some aspects) forms; micromusics (Slobin 993) , a process which sees distinct but flexible sub-cultures and scenes emerging (a foil to homogenisation worries); transculturation, a multi-directional, continuous, rootless, and interactive process between cultural systems (Wallis and Malm 984) ; hybridization, an equal blending of two forms, producing a distinct but obviously combined form (Mitchell 993) ; or recycling, taking cultural and/or musical elements, and using them in new and often decontextualised ways (Kaeppler 2003 ). I
will add yet another possibility to this body of theory: to 'represent' . Represent can mean to symbolise, to stand for, and to present something again, either in an intact or transformed manner. Represent also has a hip hop vernacular usage, meaning to put forth positive images, examples and ideas for one's people or community. Young Pacific and Māori artists in Aotearoa take their preferred pop music styles, hip hop and r'n' b, and present them back into popular culture, as songs, albums and units for sales, with their own cultural and personal alterations. It will be shown that this 're-presentation' is thematically and musically grounded in unique Pacific and Māori experiences and histories. To explain what they do, these 'Nesian' artists often call upon the hip hop trope of 'representing' for their people, speaking for them, about them and empowering them. For instance, Auckland based Nesian Mystik (2002) open their Polysaturated album ('saturated' with 'Polynesian-ness') with a mission statement (from a voice 'on high') which asks them to 'represent':
Go forth into the world and lift up the people, not just your own people, but your friends, your peers, and your community. Basically, anyone who feels your Nesian styles mate. …And so they stopped talking about it, and just did it. There was five of them from the far flung corners of the mighty South Pacific. From Samoa, from the Kingdom of Tonga, from the Cook Islands, to Aotearoa. They joined forces, and took, as their chosen weapon, their voices, their musical instruments, their mics, and their intelligence. (Nesian Mystik 2002 'Introduction') Hip hop context Hip hop in Aotearoa has shown itself to be a very powerful force culturally, socially and economically. There is a thriving hip hop culture embracing all the core elements (turntablism, MC-ing, b-boying and graffiti art) and, over the last decades, local rap acts have had periods of commercial success in the sales charts. Rappers like Scribe, Mareko, King Kapisi, Dei Hamo and Savage have proved to radio and the media their strength and mana as a locally produced musical form, able to compete economically against an American product. Since the first Aotearoa rap single by Māori act, Upper Hutt Posse, 'E Tu' in 988, rap in Aotearoa has often exploited one of hip hop's greatest strengths: its potential to be an 'audible sounding space of opposition' (Baker 993: 296) and an 'enabling source of black juvenile and communal solidarity' (Dyson 993: 5) . Māori rap artists like Te Kupu, Iwi, and Dam Native have used hip hop to explore their culture, identities and colonial past (Zemke-White 2000).
Pacific artists like Che Fu, King Kapisi and DawnRaid Entertainment crews often express concerns about relevant local issues such as poverty, genetic engineering, colonisation, religion and immigration (Zemke-White 200). However, alongside this creative and cultural development, was the naissance of an Aotearoa Pasifika r'n' b, mirroring the association and expansion of the two genre in their point of origin, the United States.
Hip hop and r'n' b She said she want some Marvin Gaye, some Luther Vandross A little Anita will definitely set this party off right She said she want some Ready For The World, some New Edition Some Minnie Ripperton will definitely set this party off right (Kanye West, featuring Jaime Fox and Twista, 'Slow Jamz' , 2004) Hip hop, despite being its own distinctive culture, embracing art, music, dance and other specific forms (Dimitriadis 996), is closely linked musically and culturally in the United States to another urban African American music: r'n' b, featuring collaborating artists, songs, albums, and audiences. The genres appear together on radio stations and in magazines (for instance dedicated rap magazines like Vibe and Source also feature r'n' b artists). Interacting but independent, these two African American pop music genre, exemplify two aspects of contemporary masculinity: the style, sophistication and romance of the r'n' b singer, as foil to the danger, brutality and rebellion of the rapper.
The original use of the term 'Rhythm and Blues' , was to describe the blues based African American genre in the 950's which was the foundation of rock and roll. Maintaining itself as a 'black' popular style, the genre through the following decades was re-infused with gospel, absorbed doo wop, morphed into soul (when gospel took firm hold), given pop sensibilities by Motown, and expanded rhythmically and textually by funk and disco in the 970's. Genre definitions and constructions are always fluid (Frith 996) but 'r'n' b' is currently used both by fans and the music industry to mean today's African American pop music, typified by artists such as Beyonce and Usher. It has its own category in the Grammys, the Billboard charts and most other American awards shows (for example the American music awards calls it 'Soul/Rhythm and Blues'). Close collaborations between United States hip hop artists with their r'n' b counterparts, often sees rappers featuring on the bridge of an r'n' b hit, or r'n' b hooks as the choruses of rap tunes. For instance rapper Tupac was closely connected with singers K-Ci & JoJo, and singer Nate Dogg has had hits with rappers Warren G and Snoop Doggy Dogg. Called 'Hip Hop divas, ' Mary J. Blige and Erykah Badu are essentially singers but have featured rappers such as Method Man, Busta Rhymes, and Common on their hit songs. Sultry singer R Kelly has done projects with rapper Jay Z.
Nesian Style
This musical interaction is echoed in Aotearoa, as many r'n' b groups are linked with rap groups. For instance highly successful r'n' b duo Adeaze are on hip hop label DawnRaid, and rapper King Kapisi appears on Jamoa Jam's first album. Samoan rapper Dei Hamo works closely with Chong Nee, a producer and performer of r'n' b (Aaria and a.k.a. Brown). Some American artists such as Lauryn Hill link the genre by performing both arts (rapping and singing) equally proficiently. This is matched in Aotearoa with Che Fu, who both sings and raps. Aotearoa group Nesian Mystik has members that rap and members that sing r'n' b, so their chart topping music reflects both influences equally. D Entertainment's compilation album and record label feature a combination of rappers (E-man, Immigrantz) and soulful r'n' b acts (Peta, Rosita and Vai), peppered with Polynesian referents and imagery. Others such as Jamoa Jam and Pacific Soul use hip hop and r'n' b influences in their mostly Pacific language songs.
It has been shown that many young Pacific and Māori people in Aotearoa have heartily embraced hip hop culture in all its social, cultural and musical characteristics (Zemke-White 2004) . Rap artists like Tha Feelstyle (2004) are able to mix their indigenous sounds and referents in a contemporary sound which also confronts contemporary issues. Tha Feelstyle raps mostly in Samoan, and features both Samoan and Wellington imagery in his videos and CD cover and he raps about growing up away from his homeland, in Aotearoa.
However, the localised manifestations of hip hop are also matched by a love for and expression of r'n' b styles. Alicia Keys, Erykah Badu, Destiny's Child, Ashanti, Aaliyah, Brandy, Michael Jackson and Stevie Wonder, have arguably generated as much meaning and emulation for young Pacific people as Dr. Dre, KRS-One, 2Pac or Chuck D. For every young Māori or Pacific youth writing raps in their bedroom, there is an r'n' b fan practising the vocal acrobatics of Mariah Carey or R Kelly. This is evidenced in the sales charts, where American and local r'n' b vie equally with pop, rock and hip hop. Pacific young people auditioning for both the Australian and New Zealand Idol shows highlighted an overwhelming partiality for r'n' b, soul and gospel singing styles and covers. Having these young acts is a signal from the Pacific community that they have embraced the new arts that young people are embracing, and these arts sit alongside the more traditional dances and acts on other stages. In 2005, the Pasifika festival opened with the first Pacific Music awards which gave awards to Pacific pop artists.² This was once again the community celebrating and coalescing a Nesian style that embraces hip hop and r'n' b influenced pop sounds, a sound laced with Pacific languages, referents, and signification, or as I would argue, Pacific 'representation' .
00
Nesian hip hop and r'n' b artists Pacific peoples in their home islands and in Aotearoa diaspora communities, through the mass media, were aware of soul music and the other African American music traditions, as well as the political and cultural movements they connected with, in the decades they emerged. Various pop music forms and predilections (like reggae, love songs and string bands) emerged in the Pacific community (both in Aotearoa and back in the islands). However, in the last ten years, with some early efforts in the 980's, a Pasifika soul with its hip hop counterpart, or Nesian Styles, began to ripen. From hip hop groups, to specifically labelled r'n' b groups, to Pacific language 'Island Styles' music, the following overview highlights and explores key Pacific Aotearoa artists and groups who perform r'n' b, or a combination of hip hop and r'n' b : proponents of a 'Nesian Style' . This brief outline documents and memorialises the defining musicians and groups.
The acknowledged forerunner of this 'Nesian' style is funk band Ardijah (from the 980s). Auckland based Ardijah consisted of husband and wife team Ryan and Betty Ann Monga. They were a covers band and released some singles, doing lots of touring and supporting in the 90s. They remain a positive inspiration to many current r'n' b and hip hop acts and are often cited as important influences by Pasifika artists. On their website, Ryan cites their Pacific roots, urban location and American influences all as the seeds of their style:
Ryan Monga grew up in the deep south of Auckland (Otara) New Zealand, with a melting pot of Pacific peoples, and was exposed to a rich blend of both traditional Cook Island/Tahitian music and the sounds of international funk bands. These artists emulate the pop layer of r'n' b, replicating musically the United States contemporary r'n' b so successful in the local charts, yet using it to signify as Māori, and at the same time representing as contemporary, global, and sexy. So, they are blending these American musics with their own more localised pop sounds and insist that it is a means for expressing their culture and locations.
New Zealand based Samoans have had great success in generating a Samoan language pop music which is heavily influenced by hip hop beats, r'n' b vocals and production and soul/gospel vocals. This style also makes more direct reference to the parents of contemporary r'n' b: soul, Motown and doo wop. The leading group of this type was Jamoa Jam. Their first album Samoana Soul (2000) established Jamoa Jam's innovative style of soul and gospel inspired harmonies and vocal acrobatics, danceable funk beats and a passionate Samoan affirmation. A four part vocal men's group, they hearken to the earlier black groups of the sixties (Coasters, Temptations), as well as contemporary r'n' b (Boys II Men, Blackstreet). They took some well known Samoan songs and mixed them with modern beats and soul/doo wop vocals. Jamoa Jam's second album The Future (2000), featured more updated Samoan hits (for instance a Punialava'a cover, ' Ai E Te Le'i Tu'ua'), some originals (such as 'Tell Me') and some r'n' b covers (Stevie Wonder's 'Love's in Need'). Their latest album Tama Mai Le Pasifika (200) also relies on the funky r'n' b influences and includes Tahitian songs (to capture the profitable Tahitian markets for Pasifika pop), more redoing of 970's Samoan pop hits (like Punialava'a's 'Fa'amavaega' and Five Stars' ' Agi Maia'), and some gospel spirituals ('Lord's Prayer').
Original Jamoa Jam member Lapi Mariner has gone on to a solo career. Lapi is an embodiment of the Pacific soul/gospel sound, with a voice reminiscent of Barry White or Luther Vandross. The music in his solo album Just Me (2003) varies from religious to Samoan standards. Mariner uses r'n' b nuances to deliver his cultural, emotional and personal messages. (Track 2 is written by his uncle, and track six is an r'n' b style love song with lyrics from Lapi's pastor's Tongan wife). Lapi has made many appearances on television and at sporting events, and sings the theme song for the Warriors Rugby League team.
Female Pacific r'n' b group Pacific Soul were created and produced by Jamoa Jam's producer Sam Tuuga. As much as they owe to the vocal harmonies and ukulele driven beats of Jamoa Jam, they also echo r'n' b sounds of American girl groups like En Vogue and Destiny's Child. Aiming for a Pacific market they record mostly Samoan and religious songs but are now finding a wider audience on Niu FM and other Pacific radio. Their capable singing with vocal acrobatics shows a strong influence of American divas like Whitney Houston and Mariah Carey. Formed in 200 these four Pacific women released the single ' Alright' in 200 and an album in 2002. Original member Sara Jane has released her own solo album Bounz to it (2004). The album features prayers, love songs, and Samoan language songs all in an r'n' b /pop style. However, Auva'a's first single 'Bounz to it' features the hip hop elements rapping, breakdancing (on the video) and scratching.⁶ Pacific Soul and Sara Jane's exquisite voices and styles reflect a key r'n' b feature: the r'n' b diva. R'n' b pop divas such as Anita Baker, Beyonce, Brandy, Aaliyah, Alicia Keys, Angie Stone and Ashanti, are paralleled in Pasifika pop styles, with divas such as Sara Jane, Teremoana Rapley, Lole, Lavina, Marina, Ladi6, Annie Crummer, and others who present Pacific identities, personae and themes in an r'n' b, and sometimes hip hop, influenced music package. Echoing Erykah Badu, Aretha Franklin, Lauryn Hill, Mariah Carey, and others, these Pacific women have found they have equal vocal dexterity, style and skills to their American counterparts. R'n' b has been more open to female artists, in con-05 trast to hip hop, which, like rock (Whitley 998) and punk (Leblanc 999) , has remained a primarily male-dominated phenomenon, especially in releases and charts. This is perhaps another reason for r'n' b's popularity among young Pacific musicians, as it has more scope for women artists, and still works well alongside hip hop.
To conclude this inventory, the group who coined the phrase 'Nesian Styles' is Auckland based Nesian Mystik. Their r'n' b hip hop combination style has propelled them to commercial success. They had four successful singles and their debut album Polysaturated went to triple-platinum status (45,000 copies sold). This profile of 'Nesian' artists and CDs acknowledges r'n' b alongside hip hop as an important musical phenomenon among young Pacific and Māori artists in Aotearoa, examples of a nascent 'Nesian Style' . While hip hop has its own flourishing local New Zealand sub-culture and a plethora of successful artists, its companion r'n' b must also be acknowledged. This paper has only been able to mention a sample of the artists participating in this phenomenon, and other r'n' b acts deserving of mention and further exploration are D2S, Ladi6, Moizna, Ma-V-Elle, Fou Nature, Kulcha, Purest Form, Max Stowers, Terakey, and Che Fu.
The developing 'Nesian Style' indicates not only an aesthetic and historical choice, but there are historical, racial and political components to the musics as well, which arguably figure into their adoption in Aotearoa. Artist D Kamali states:
I guess we can relate to black music as Pacific Islanders because we face similar struggles and realities concerning our culture, spirituality and nationality. (pers. comm. 2005) Despite r'n' b's more pop-like elements, scholars assert that hip hop and r'n' b can be equally powerful sites for negotiating radical identities.
USA Hip Hop and R'n' b
American academics have explored the nature and power of black musics, looking at hip hop, but also r'n' b's potential for race politics and solidarity (Neal 2003) . Its grounding in black history may explain the choice of r'n' b alongside hip hop despite its often overt sexuality and trivial and materialistic themes. This section shows how hip hop, r'n' b, and all African American musics have elements of political opposition, empowerment, and tell the stories of the African American people.
While post-modernism may have deconstructed categories of race and gender, politically, these categories still exist in subordination. Cultural critics assert that there is a difference of ideology, experience, status and culture between blacks and whites in America (West 993; hooks 992). Both a hierarchy and the notion of difference are maintained by a dominant 'white' class through the media and economic policies (Lemelle 995) . By being a 'black' music, presented by and for an alternative community to the mainstream dominant white hegemony, rap and any music which signifies as black such as r'n' b is therefore inherently deviant, challenging both the white value system and the maintenance of that system of inequality.⁸ R'n' b is perhaps textually too apolitical and industrially too 'mainstream' to incite the fear and racism that rap has, however, contemporary r'n' b is heavily rooted in African American traditions of gospel, funk, soul and original Rhythm and Blues, making it as musically challenging and as much a celebration of African American culture as hip hop. Rap music is considered deviant for its race politics, ghetto themes and criminality, but r'n' b's resistance and marginalisation is often overlooked because of its material and sexual themes, and its connection to a more commercial industrial process (often producer rather than performer driven). The objections and dismissal of this music because of its highly sexualised images and content echoes the perceived sexual deviance and marginalisation of the blues (Oliver 995) . It also can be argued that rap music too has always matched its own politics and rebelliousness with equal amounts of materialism and sexism, making it sometimes no less superficial than r'n' b. Recent popular commercial rap styles from the American South (artists like Chingy and Lil John) centre on sexual, partying and materialistic themes.⁹ Rose (994) argues for the political power and resonance of any style which signifies as 'black' (despite textual themes) because of musical deconstructions (of Western musical hegemony), links with African culture or history, and offerings of an alternative pop culture hegemony. Rose (994) insists that rap is musically deviant because it defies western musical logics of melody, harmony and composition. Rap's reliance on the beat and bass, and its disruption through sampling and scratching techniques can often locate an ethnocentric bias on the part of its detractors (Considine 99). Contemporary r'n' b too often defies rock aesthetics of authorship and authenticity. Like pop, r'n' b is most often highly produced and few artists write their own songs, subjecting it to criticisms of being light hearted, superficial, and 'manufactured' . This shows ignorance of r'n' b's roots in jazz, soul and blues, and its signification for the black community. Ironically r'n' b is firmly grounded in the same musics as rock is based upon. Rock often prides itself on being politically oppositional and 'alternative' , as a foil to pop, operating outside of (or creatively despite) the restrictions of capitalism (Jones and Featherly 2002; Weinstein 999) . However, as rock has always been intimately tied with the market, sales and capitalism, rock's opposition is often more an affectation or stance rather than economic reality (Grossberg 999) . Another justification for rock's supremacy over r'n' b, rap and other African American forms, is the latter's connection with sex and the body (McClary and Walser 994), as opposed to the mind. McClary and Walser (994) argue that African American musics are no less intricate and no less intellectually mediated than classical or rock musics. I suggest that Aotearoa artists are aware of this and see through the mass mediation and commercialism to find racial and historical alliances:
Yes these genres may be more market-driven, 'cheesey' and homogenised now, but there is an aesthetic, assurance, sexual-confidence and attitude that only R'n'B and hip hop can provide. It's a sense that Pacific and Maori identity, urban especially, is in context.... we can belong alongside other brown and black artistry. (CocoSolid, pers. com. 2005) The use of, and homage paid to, African traditional styles and African American musics in rap (Baker 993; Dyson 993; Rose 994) and r'n' b positions them as part of a larger cultural history of African-American genre used for opposition and identity, particularly on a 'racial' level (such as blues, jazz and 08 soul). Berry (994) asserts that, from spirituals to rap, black music style is a communicative process interwoven deep within the black American experience. Spirituals were used as a code for slave escapes, news and reassurance; blues represented loss of faith in the black community; avant-garde jazz was a musical/cultural/political protest to mainstream styles and scales; Soul Music represented heightened black consciousness, unity and pride; and rap reflects the distinct experience of today's urban black culture. The Blues genre was even called 'race music' until 949 which, as a term, indicated that the artist was black yet also served to keep the music isolated from the mainstream (Garofalo 995). So while r'n' b may not often explore black history or themes, it nevertheless reflects historical black experiences. This is cited as part of the appeal of 'black' music to Pacific and Māori New Zealanders:
I think it relates to the environment people are in, islanders are migrates trying to relate; there is a history of brown/Maori vs white/ pakeha, so music or rhythm being a medium of effective communication is the connection, to express our stories and journeys be told. (BBoy Raw Styles, pers. com. 2005) Brackett (995) argues that there can be a distinctive African-American music that does not have to rely on an essentialised or romanticised view of 'blackness' or ' African American-ness' . He claims that such a 'discursive formation' of 'blackness' is not static; it is consistent in some respects but undergoing modification in others. Pop musics (especially r'n' b and hip hop) are most likely an integral part of that 'discursive formation' expressing and modifying notions of what blackness is or can be. Rose (994) argues that rap no matter the content, always has a politically resistive role, because of the web of institutional politics to which rappers are subjected. Resistance is exercised through signs, language and institutions and the struggle over public space. This also applies to r'n' b which is subject to the same racist systems and structures (Neal 997) .
Alongside connections to history, deviance and identity, r'n' b is also tied to notions of 'community' . George (988) says that while r'n' b is colour blind, it is also a powerful symbol for a black community forged by common political, economic, and geographic conditions. Neal (997: 9) explores the specific vocal intonations of soul music (now found in much r'n' b ) finding them to be 'the creolization of various discourses and energies to create a mode of expression that is uniquely African (pretext), uniquely American (context), and capable of liberatory (subtext) interpretations' . Neal posits that these music styles resonate with a foundational nostalgia: they represent ' African American efforts to re-build community by, ironically embracing communal models from previous eras of black communal stability' (Neal 997: 33) . So, perhaps outside the African American community, r'n' b music with its soul roots and vocal virtuosity, not only signifies as 'black' but can express notions of community and solidarity for other marginalised peoples.
There is an awareness among Aotearoa artists with whom I have spoken, of the historical, 'racial' alliance and community components of r'n' b and hip hop:
'Black Music' has always impacted on Pacific and Maori communities here. Soul, rock'n'roll, disco, funk, all of these things stylistically influenced and attracted our parents. I think this natural affinity with a brown face has been passed down, coupled with the fact that these scenes and musicians give us confidence -an edge -over our non-Pacific counterparts. (CocoSolid, pers. com. 2005) While rap may have more overt political themes, discussion and references, both genre are intrinsically tied to African American experience and community. These powerful signifiers also mean the music can be used as an interactive platform to express distinctive stories and identities:
We [Pacific peoples] feel we resemble them [African Americans] physically and socially (with parallels of opression and colonisation). Pasifika communities want to represent these movements on the other side of the planet, and being the brown minority who else better? (CocoSolid, pers. com. 2005) The hip hop/soul combination music presented by young urban Pasifikans in Aotearoa 'represents' or projects a 'style of self onto the world' (Dyson 993: 5 on American hip hop). This 'self ' locates their global and indigenous influences and associations, and offers a continued effort to describe modern circumstances using chosen globalised pop styles combined with traditional Pacific elements and connections. Artists interviewed cite the use of the music to 'represent' back to the world at large:
Black music gives us the opportunity and a formulae to take our messages and beliefs to the rest of our people world-wide as well as educating the western world about our existence and reality here in the Pacific. (D Kamali, pers. com. 2005) Also taking on board a Black experience BUT also aware of my own PASIFIKAN dimensions and its impact on that. Thus it was not just 0 one way traffic rather I am contributing to a dialogue that has a two way flow. That's why Pasifikan Hip Hop for me is positive and what makes our brand of Hip Hop and r'n' b unique to this part of the globe… Being empowered to represent. We are also attempting to free the music industry from its corruption of a people movement and corporate savagery. (RevMC, pers. com. 2005) This artistic and cultural appropriation expresses an underlying racial politics.
At the same time it shows a proactive creative reaction to American styles, forging a local hip hop/r'n' b product which is equally reliant on Pacific music and song, current social locations, and diasporic histories. I suggest three aesthetic synchronies which also draw Pacific and Māori artists to r'n' b: love songs, rhythm and spirituality.
Synchretism
Hip hop has obvious lifestyle relevances for young people in Aotearoa with its exploration of the urban ghetto, race politics and community empowerment. The lifestyles, histories, concerns and class locations of African Americans may in some ways parallel the positions of young Pacific people, and while this may explain some grounds for hip hop's appeal, such political concerns are not usually expressed overtly in the themes of r'n' b, which textually is mostly about parties, romance, sex and money. This exploration has shown that r'n' b offers a particular style and virtuosity that Pacific artists have shown a penchant for, but three further synchronies are suggested: religion, dance and love: I think just the soulful feel of the music, I find it relaxing. Because it's performed by black Americans I find I can relate to the singing styles and the lyrics, a lot of it you can relate to, because of the love (Naomi Fuamatu, pers. com. 2005) The Gospel implications are strong spiritually and theologically... Pasifikans probably relate to it because of its historical Gospel influence hence this 'feel' for the music which then transcended to genres of romance and telling it like it is. R'n' b is about an experience but even more importantly it's an emotion being released and realised. (RevMC, pers. com. 2005) The gospel aspect of r'n' b is significant to Pacific young people because of its religious associations. R'n' b is linked to gospel with its roots in soul music (which sprang directly from gospel) and gospel maintains a link with contemporary r'n' b through specific artists who cross over between audiences and genres (such as Whitney Houston and Jill Scott) and linked singing styles. The church is an important element of Pacific culture and offers a cohesive facet of modern immigrant communities (Anae 200; Taule'ale'ausamai 200) . The possibility that one's favourite musics or artists also use their talents at times to praise God could be one synchrony between the cultures. Pasifika artists like Sara Jane, Lapi, Adeaze and Ben Lummis feature Christian material as part of their repertoire and personae and feature gospel musical influences.
There is also a strong dance element in Pacific culture (Moyle 99) and while rap music can be sometimes too centred on the text and word, r'n' b is often focussed on the dance and the body, perhaps another reason for its appeal for young Pasifikans:
Because we [Pacific peoples] like the groove of the music. (Saia Tuitahi, pers. com. 2005) I think it's the rhythm, the rhythm, the easy rhythm. You know, the slow jams. (Sefa Enari, pers. com. 2005) Dance is an integral element of African American musics (Breckenridge 2000) and enhances wider corporeal communicative components like groove and bass line. Party and dance related songs like 'It's On' (Nesian Mystik) and Marina's 'Samoan Beat' are a key feature of the local genre.
Another characteristic feature of the r'n' b genre is its love songs or 'slow jams':
The heartbreak stories or stories of a first love is always a theme which alot of island songs are based on which Pasifika people can relate to. (Saia Tuitahi, pers. com. 2005) R'n'b has really good songs; the words are usually about love, or torn love. I think r'n' b is a black thing, so there's that association with coloured artists, that sort of association with where they are coming from. And the way they describe their lyrics their partners and terrible break ups. (Sefa Enari, pers. com. 2005) The complex ballads of Stevie Wonder, the romance of Luther Vandross, and the earthy sexuality of Marvin Gaye and D' Angelo, are a predictable attraction 2 for Pacific people who already showed a predilection for love songs in earlier generations with the sweet 'island' love songs of Bill Sevesi and Bill Wolfgramme in the forties and fifties, as well as even earlier Hawaiian standards (Zemke-White 2002). Ben Lummis, Ardijah, and Adeaze for instance, fully exploit these romantic themes of r'n' b .
Conclusion
The linked appropriation of hip hop and r'n' b signals aesthetic, historical, and social affinities between Pacific people, and the originators of the musics they love. This empathy and attraction has in turn generated a local product that creatively expresses the cultural, political and social locations in which Pacific and Māori young people find themselves. 'Nesian' or 'Pasifika' hip hop/r'n' b despite outward musical similarities to its American counterpart, is actually a unique localised cultural product that reflects local themes and identities. The Pacific Music Awards in 2005, the Pasifika Festival, and musics presented on Mai Time, Māori television, Niu FM, and in 2 b Spacific magazine, foster and reflect this Nesian style. The style re-packages (re-presents) the American sounds, and is then used to actually speak for, empower, and 'represent' urban Pacific and Māori peoples. While some may read this phenomenon as Americanisation and merely mass mediated global pop hegemony, I argue that the identities, lyrics, and musics of these artists denote rather a diffusion, a re-presentation, which maintains its roots as 'representing' . Just like African American artists communicate and signify distinct values and communities through sometimes outwardly commercialised and seemingly apolitical music forms, Pacific artists are using the genre of hip hop and r'n' b for their inherent core aspect of speaking for and telling stores of a marginalised people: But I think it is the whole element of expressing one's roots in a European society also which attracts not only Islanders but people in socio economic hardship to this type of music. I believe we just have ties to this rhythm and blues sound because history states this is we/our people have travelled from Africa the root and heart of the rhythm. (BBoy Raw Styles, pers. com. 2005) [On rhythm and blue's appeal to Pacific people] There's that whole movement, the whole civil rights movement, that just went every where. So that's the whole idea of this freedom to express. You can sing songs about being a black man who has lost his black lady. Or black ladies will sing songs about violent things about being abused, and I think Polynesians can relate to that. And a lot of songs touch on oppression. (Sefa Enari, pers. com. 2005) Nesian hip hop/r'n' b music supports other studies which indicate that popular music styles can resonate across cultures and develop localised versions (such as Guibalt 997; Regev 997). Like rock and reggae, particular American styles are often embraced by particular audiences and proponents. Hip hop and r'n' b's appropriation in Aotearoa is also part of a wider trend of Polynesian appropriation of a range of pop forms and styles. For instance Reggae is also treasured by Pacific and Māori people, for both listening and performing (for instance bands Katchafire, Aotearoa, Rania & Ruia, and Unity Pacific); this is paralleled in Hawaii (Weintraub 998) and other parts of the Pacific (Solomons, Vanuatu).
The choice of r'n' b by young Pacific artists arguably then signifies a complex musical and aesthetic preference which also relies on historical, racial and social resemblances. Hip hop and r'n' b in Aotearoa are now both firmly implanted as local forms. 'Nesian' hip hop and r'n' b artists are combining these American forms with Pacific songs, instruments, languages and identities shaping their own unique genre and sub-culture which reflects contemporary locations and associations. They are re-presenting these African American forms to the world, and in a Nesian style which 'represents' for their own people, locations and lifestyles.
There exists no force That could ever hold us back Armed with intention Unified expression Together we're stepping forward Kapisi and Che-Fu (the latter uses a reggae based hip hop/ r'n'b style combination).
8 However, Guevara (997) warns against seeing hip hop culture as only African American derived, she argues for the acknowledgement of its Latino roots, and Cross (993) cites Caribbean (the first break DJ Kool Herc) and European (Kraftwerk on Afrika Baamabata) influences in the earliest manifestations of the culture.
9 A cluster of New Zealand pop rap has emerged garnering number one hits locally. However artists like Fast Crew ('I got'), Dei Hamo ('We gon' ride'), Misfits of Science ('Fools Love') and Savage ('Swing') arguably manage to both emulate and at the same time parody American pop rap styles.
See Ya caught up in the material Fancy this, fancy that Ain't nothin' fancy bout ya rap Ya weak, cheap creeps ain't nothin' unique
